



































校教師であった。彼は 1768 年からピクチャレスクな風景を求める旅行をくり返し、やがて 1782 年の
『ワイ川紀行』(Observations on the River Wye, and Several Parts of South Wales, &c. relative 




たピクチャレスクという言葉を定義するために 1792 年に『三つの試論』 (Three Essays: on 











The following little work proposes a new object of pursuit; that of not barely examining the 
face of a country; but of examining it by the rules of picturesque beauty: that of not merely 
describing; but of adapting the description of natural scenery to the principles of artificial 
landscape; and of opening the sources of those pleasures, which are derived from the 

















From Oxford we proposed to take the nearest road to Ross.  As far as Witney the country is 
flat.  About the eleventh stone the high grounds command a noble semicircular distance on 
the left; and near Burford there are views of the same kind, on the right; but not so extensive.  
None of these landscapes however are perfect, as they want the accompaniments of 











The vale of Usk is almost one continued winding sweep.  The road now played among a 
variety of hills.  The whole seemed to consists of one great vale divided into a multiplicity of 
parts.  All together, they wanted unity; but separately, afforded a number of those sweet 
















After sailing four Miles from Ross, we came to Goodrich-castle; where a very grand view 
presented itself; and we rested on our oars to examine it. . . .   
     This view, which is one of the grandest on the river, I should not scruple to call correctly 
picturesque; which is seldom the character of a purely natural scene. 
     Nature is always great in design; but unequal in composition.  She is an admirable 
colourist; and can harmonize her tints with infinite variety, and inimitable beauty: but is 
seldom so correct in composition, as to produce an harmonious whole.  Either the foreground, 
or the background, is disproportioned: or some awkward line runs across the piece: or a tree 
is ill-placed: or bank is formal: or something, or other is not exactly what it should be.  The 
case is, the immensity of nature is beyond human comprehension.  She works on a vast 
scale; and, no doubt, harmoniously, if her scheme could be comprehended.  The artist, in the 
mean time, is confined to a span.  He lays down his little rules therefore, which he calls the 
principles of picturesque beauty, merely to adapt such diminutive parts of nature’s surface to 
his own eye, as come within its scope. 
     Hence therefore, the painter, who adheres strictly to the composition of nature, will 










































Disputes about beauty might perhaps be involved in less confusion, if a distinction were 
established, which certainly exists, between such objects as are beautiful, and such as are 
picturesque--between those, which please the eye in their natural state; and those, which 











Nay, farther, we do not scruple to assert, that roughness forms the most essential point of 
difference between the beautiful, and the picturesque; as it seems to be that particular 
quality, which makes objects chiefly pleasing in painting.--I use the general term roughness; 
but properly speaking roughness relates only to the surfaces of bodies: when we speak of 
















We admire the horse, as a real object; the elegance of his form; the stateliness of his tread; the 
spirit of all his motions; and the glossiness of his coat.  We admire him also in representation.  
But as an object of picturesque beauty, we admit more the worn-out cart-horse, the cow, the 

















And in landscape-painting smooth objects would produce no composition at all.  In a 
mountain-scene what composition could arise from the corner of a smooth knoll coming 
forward on one side, intersected by a smooth knoll on the other; with a smooth plain perhaps 
in the middle, and a smooth mountain in the distance?  The very idea is disgusting.  
Picturesque composition consists in uniting in one whole a variety of parts; and these parts 
can only be obtained from rough objects. . . .  
     Variety too is equally necessary in his composition: so is contrast.  Both these he finds 
in rough objects; and neither of them in smooth.  Variety indeed, in some degree, he may 
find in the outline of a smooth object: but by no means enough to satisfy the eye, without 

























In this pause of intellect; this deliquium of the soul, an enthusiastic sensation of pleasure 
overspreads it, previous to any examination by the rules of art.  The general idea of the 











From this correct knowledge of objects arises another amusement; that of representing, by a 
few strokes in a sketch, those ideas, which have made the most impression upon us. . . .  
There may be more pleasure in recollecting, and recording, from a few transient lines, the 
scenes we have admired, than in the present enjoyment of them. . . .  It flatters us too with 
the idea of a sort of creation of our own; and it is unallayed with that fatigue, which is often a 
considerable abatement to the pleasures of traversing the wild, and savage parts of 
nature. . . .   
     There is still another amusement arising from the correct knowledge of objects; and 
that is the power of creating, and representing scenes of fancy; which is still more a work of 
creation, than copying from nature.  The imagination becomes a camera obscura, only with 
this difference, that the camera represents objects as they really are: while the imagination, 
impressed with the most beautiful scenes, and chastened by rules of art, forms it’s picture, 
























We must ever recollect that nature is most defective in composition; and must be a little 




In a hasty transcript from nature, it is sufficient to take the lines of the country just as you 
find them: but in your adorned sketch you must grace them a little, where they run false.  
You must contrive to hide offensive parts with wood; to cover such as are too bald, with 
bushes; and to remove little objects, which in nature push themselves too much in sight, and 




























































I am therefore persuaded, that two opposite qualities of roughness, and of sudden variation, 











A temple or palace of Grecian architecture in its perfect entire state, and with its surface and 
 32
colour smooth and even, either in painting or reality is beautiful; in ruin it is picturesque.  
Observe the process by which time, the great author of such changes, converts a beautiful 
object into a picturesque one.  First, by means of weather stains, partial incrustrations, 
mosses &c. it at the same time takes off from the uniformity of the surface, and of the colour; 
that is, gives a degree of roughness, and variety of tint.  Next, the various accidents of 
weather loosen the stones themselves; they tumble in irregular masses, upon what was 
perhaps smooth turf or pavement, or nicely trimmed walks and shrubberies; now mixed and 


















One misapprehension I would wish to guard against; I do not mean to infer from the 
instances I have given, that an object to be picturesque, must be old and decayed; but that the 
most beautiful objects will become so from the effects of age, and decay: and I believe it is 
equally true, that those which are naturally of a strongly marked and peculiar character, are 






















Repose is always used in a good sense; as a state, if not of positive pleasure, at least as one of 
freedom from all pain and uneasiness: irritation, almost always in an opposite sense, and yet, 
contradictory as it may appear, we must acknowledge it to be the source of our most active 














. . . and I believe, it is for want of observing how nature has blended them [the principles of 
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the picturesque], and from attempting to make objects beautiful by dint of smoothness and 
































. . . while another, may in the same manner be formed of those objects which seem to have 
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excited little or no interest or attention, till they were brought into notice, and the principles 


























品でブラウン流の風景庭園を批判し、『趣味の原理の分析的研究』(Analytical Inquiry into the 






















To descend into a still lower and more confined sphere, let us apply this principle to the 
subjects of our present inquiry; and we shall find that much of the pleasure, which we receive 
from painting, sculpture, music, poetry, &c. arises from our associating other ideas with those 
immediately excited by them.  Hence the productions of these arts are never thoroughly 
enjoyed but by persons, whose minds are enriched by a variety of kindred and corresponding 
imagery; the extent and compass of which, allowing for different degrees of sensibility, and 






















By thus comparing nature and art, both the eye and the intellect acquire a higher relish for 
the productions of each; and the ideas, excited by both, are invigorated, as well as refined, by 
being thus associated and contrasted. . . .  All display beauty in some combinations or 
others; and when that beauty has been selected, imitated, and embellished by art, those, who 
before overlooked or neglected it, discern at once all its charms through this discriminating 
medium; and when the sentiment, which it excited, was new to them, they called those 
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